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All drawn by the author 
Introduction
Much like the fraught, fun and disorienting practice of dressing myself everyday, this project is decidedly fragmented, and like its accompanying exhibition proposal, employs an almost anti-format. The pages that serve as a collection of different iterations this project has taken, including but not limited to historical explorations, theory drawings, a script for a performance, etc. This bricolage, much like the jumbled pile of clothes that one assembles in the midst of trying to find an outfit for the day, represents not one solidified idea, but a smattering of different approaches and turns. In my meta-collection process (curation of bits of work about my curation work) it is my hope that each parcel will have room to articulate itself, and in the process, will confuse and conflate singularity of narrative or voice.
Getting Located: Queer Semiotics of Dress, as an exhibition proposal, is a selection of contemporary artists practices and pieces that tackle, dismantle & explore how dressing and fashioning inform identity construction. From a diverse pool of young emerging artists-Craig Calderwood, Ricki Dwyer, Rose Nestler, Hope Wang, Deidrick Brackens, to the collective Bonanza, and the established K8 Hardy-this proposal hints at some of the ways the sartorial practices of dressing, and dealing with the complex and elusive body have been rich sites of exploration for queers. The show, much like the White Paper, works across disciplines and mediums, featuring performance, "paintings," bodily sculptures and film, to name a few. Considering the fashioned body as an archive and a practice of display, this show looks at how embodiment of queerness can be understood as craft, and is itself a form of crafting.
Outside of the dialectic of disclosure and concealment, these artistic practices engage with modes of refusal integral to queer self-presentation, all while making space for other forms of no; no to a singular authorship, to the linear historicization of desire, and the flattening of knowledge. The proposal goes in depth about each artist's work, their process and features a blueprint of how the work could be laid out, as well as how the artists' works engage each other.
Mirroring the workings of a group show itself, this capstone is a series of disparate pieces coming together. Just as a singular piece in a group show doesn't speak to the entire breadth of the show itself, this document and collection will function similarly. Individual pieces that make up a group show might complicate each other, converse with one another, or even problematize one another. Exhibitions like "Is Fashion Modern?" at the MoMA, which featured over 50 designers, artist and various artifacts, is a compelling example as it refuses to answer the singular question its title implies, instead opting to further deep questioning by sprinkling various forms of inquiry throughout the show. It's this ability of a group show, and the multi-valence of its voices, that gives it such great capacity to interrogate concepts such as linearity, or a singular vantage point, thus queering, and hopefully producing different avenues and modes for exploration.
These lines of questioning have continuously evolved and shifted throughout this process: while I started thinking about how representation and visibility do not produce liberation for queers, in a material sense and through the lens of fashion, I am now thinking through:
• How and why does categorization (of bodies as queer, of queer fashion as a type) happen?
• Can something (some one, some look) present as queer, and not represent it?
• Can notions of presentation deconstruct our desire for a cohesive representation? 
&
In thinking through the ways that style is exists on so many cognizant and subconscious levels of strata, I became interested in bringing a small adornment to the textual part of this project. Perhaps this little flourish helped remind me (and maybe you) that the style of the written page is itself an aesthetic space of constant social negotiation and repudiation, norms and rules (so many rules!) Maybe these minute choices in the craft of writing are not unlike those we make in dressing and self adornment. The way a page is structured, which types of punctuation are used when, the breaking point of a paragraph or chapter, all inherently subjective to the writer, can be thought of like a certain roll of a t-shirt sleeve, a button on a leather jacket, a series of piercings adorning an ear.
Although I am not bucking these structures entirely, I am offering a small accessory that although minute, might invite some aesthetic quirkiness to the ways that writing standards condition writing (and its requisite aesthetics) according to ideological ends.
As an ode to capacity of adornment and an admitted boredom with grammar rules and "best practices" that condition how and why people write the way they do (in the Academy especially), I've made the stylistic choice to use the ampersand throughout the text instead of the word 'and' in a hazard and fun-loving way. 
Conceptual Framework: Curatorial Premise
The body is often cast as the site where identity constructions are articulated, understood and transgressed. These and other technologies of the body, specifically those related to conveying, concealing and covert displays of desire, make this a rich locale for queer folks self-expression. This crafting is of course a notably self-aware process, one that engages a certain amount of historiography, a skepticism and editorial decision-making process about what practices are not useful to us anymore and which tactics might be useful in the future. Simultaneously, these works themselves question the traditional modes of identity construction and the supposedly stable categories of gender, sex, sexuality, race and ability. This show will explore the ways that practices of queer fashion refuse a neat linearity. Rather than assuming that the archive always either contains and captures or liberates and educates, it hopes to acknowledge this duality while also wondering what else practices of display can engender.
Foregrounded by contemporary genre defying interdisciplinary practices, it wants to forgo traditional methodologies and modes of production, while still paying homage to their legacies.
Additionally, it will look at the way that the fashioned queer body and its manifestations are coopted by the mainstream. Especially in our moment of Mass Queer Culture, where co-option is a continuous and seemingly never-ending, these articulations, nuanced modes and slight twists of "dressing" are as ever present, and potent as ever. The practices and voices collected here speak to the myriad of ways in which creative methodologies envision how practices of visibility and invisibility might afford us more nuanced avenues of self-assertion as queer folk. Within this reconfiguring, we can look more closely at the ways in which identity politics continue to inform and condition social and societal relationships. By examining the ways in which body politics and politics of the body are navigated by artists working right now, we can understand the temporal choices queer artists are making of utilizing our histories and shared struggles.
A center focus of this exhibition will be the refusal of a subjugation to a traditional linear model or trajectory. This refusal will take shape in a multitude of ways, as much as an exhibition of objects can resist falling privy to the archival impulse.
While the Leslie Lohman, the only museum of Gay and Lesbian Art in the world, may seem like an obvious choice for a show that looks at queer fashioning, the Museum's history itself speaks directly to the premise of the exhibition. Charles Leslie first began collecting ephemera that "gave him a certain frisson" from flea markets around Paris during his time at the Sorbonne (which he enrolled in under the GI Bill).
1 The affective potential of these images, this frisson of his, was perhaps, a surge of recognition, itself an experience registered in the body. When he encountered Fritz Lohman, an interior designer who would become his lifelong partner, he discovered "early on that we'd both been discreet collectors of gay imagery." 2 As a denizen of SoHo from the 50's on, Leslie was a quintessential part of efforts make to zoning changes to legalize artist residency. Like the bevy of artists featured in the exhibition proposal, he was an active part of the thriving queer community of artists and organizers. 
Craft
While I struggled through a curatorial fellowship application centered on craft practices, I found this word, as verb and as noun, to be incredibly rich for informing how I was encountering contemporary art practices and their relationship to changing notions of identity construction. By approaching craft from a multivocal vantage point, this exhibition looks to the ways that practices with material output employ similar means to identity crafting and selfhood in our historical moment. Rather than assume a direct relationship that might assume a "tradition" or canon, these explorations of craft are themselves concerned with a kind of fashioning, a self-styled assemblage. By placing the emphasis on the verb crafting, this process is understood as a constant negotiation, decidedly untethered to definition itself.
Crafting as a continuous process, a constant state of becomingness, models queer identity constructing and making today, encountering gender, sexuality, ability, race, relationships to land (settler, indigenous, ancestral enslavement, etc.) as parts of assembled, conveyed and lived identity that is continuously changing. These expectations and the procedures around crafting identity are evidenced in changing social spheres, such as entering a space and being asked about your preferred pronouns.
As the sartorial choices of dressing involve parsing through a self-selected historiography (read: closet), this is itself a form of creation, similar to the aesthetic and material choices made by these artists.
By cruising the queer archive, they choose which elements, both aesthetic and political, to carry over.
Rather than focusing on the traditional narratives around craft and production (and their loaded histories) through essentializing categorical notions (such as gender) craft in this sense becomes a space of play.
Fig. 4: Temporal Drag (After Time Binds)
Here, the artists and makers can examine more closely how we craft our relationships to bodies;
and how that process helps us understand their perceived value, their labor, their unnecessary gendering, their consumption, etc. Through a loaded toolkit of techniques, they also yield humor, theatrics, sarcasm, fantasy and extreme honesty to show up to the labor of reimagining how these bodily relationships are rendered.
Queer practices of fashion work to erode the hegemony of supposedly structurally sound categories. Minute decisions in dress have the capacity to dismantle adherence to such social norms, and to question the correlative relationship between visual signifiers and identity. In the absence of a 1:1 ratio between signifier and proclamation, a chasm opens up, where the slippery work of generating new associations can begin.
Looking to contemporary art practices that delve into this chasm, we might see crafting as a way of expanding the notions of identification itself.
Crafting of Identity: a historical discontinuity
Why the fashioned body? It gives us places to explore how articulations of gender and sexuality are tied to the body, in seemingly legible ways, and how obscuring their legibility might build new pockets of expansion. To foreground contemporary art practices in such historical and fashion specific examples might seem ill-fitting. However, it is in these historical antecedants that we discover just how rife with gender fuckery, imaginative combinations and debauchery our Queer elders experiments with selfpresentation were.
Fig. 5: Lookin' (After The Queer Child)
Mostly, writing about queer fashion tends to focus on the practices of gay males, and of discernable transgressions. The most obvious starting point for this is usually gender traitors or practices of cross dressing as a sign of gayness.
Interestingly, the relationship between these practices of dress, and their supposed relationship to queerness is a fairly recent phenomenon. This practice, of observing the practices of the opposite gender, also situates itself nicely with an antiquated and old-fashioned theory about why gays are, once dubbed a problem of inversion. Young Stephen is conscious of feeling "all wrong"-"If she dressed like a woman she looked like a man, and if she dressed like a man she looked like a woman," 7 wrote Hall. This inversion is not rectified through cross dressing, but rather, even through practices of dress it refuses to be resolve Stephen's gender confusion. A queer moodiness, and general melancholy plague the character throughout the book.
The book, and its titular character Stephen, caused such a sensation and ruckus that it eventually became the subject of an obscenity trial and was banned in several countries mere months after its publication. In Fashioning Sapphism, Laura L. Doan describes how the dissemination of Hall's photograph influenced the way that her look would be ascribed to Lesbian sexuality writ large:
Some of the styles and accoutrements we now associate unquestionably with lesbianism (short hair, monocles, highly tailored clothing, and so on) did not signal unequivocally something about sexuality.... Before public exposure, for the better part of a decade, masculine-style clothing for women held diverse spectoral effects, with few signifiers giving the game away, and readings (whether of clothing, visual images, or stories about women living with other women in "close companionship") varied accordingly among those who knew, those who knew nothing, and those who wished they didn't know. 8 The queerness of pants comes not from their didactic relationship to a certain moody lesbian, and the public's overdetermination of what they signify but actually in their ability to mean many different things;
as Elizabeth Wilson writes in A Queer History of Fashion:
[In the 19th century] for a woman to dress like a man was to invoke several different associations, all of which alarmed the dominant forces in society: feminism, socialism, sexual inversion which were each controversial. And although these were divergent, they represented one thing: a rejection of male domination, male authority, and "patriarchy."...The wearing of trousers by women therefore merged and confused the reasons for doing so...what "mannish dress" signifies is a more general demand for the right to power and authority. The demand for sexual autonomy implied by lesbianism was part but not the whole of this. So, no such law appears on the books but it seems to be a justification of the "appropriate gender" assumption of a cross-dressing arrest....Arrests were more frequent, in part because more women were wearing pants in general, giving gender-queer women slightly more room to express themselves on the 11 Ibid, 217. 12 Ibid, 218. street (and thus making them that much more visible to the police)." Thus visibility is a two edged sword, it allows for more freedom of self-expression and more retribution from the police.
Outside, alongside, around and in spite of the collapsing of sexual deviancy in a particular cache of physical attributes a la overt masculine dress, there are slight twists of dress through history that exist in the queer fashion lexicon. In a culture so reliant on visual representation of power dynamics, image causes and creates recognition. Image of oneself as a part of a group is and has historically been important for minority groups. Slight twists of fashion, perhaps invisible to a mass (hetero) public, connect communities and have existed to signal safety. "Fashion, dress, and style are so important for queers because of their role in constructing material identity, and its shaping of personal and social space. In fact the key ring is said to have predated the hanky code, according to the most delicious form of queer research, gossip, as a reporter for the Village Voice berated the (male) gays to broaden their horizons of expression. 15 So one could say that working class Butches in the 1940s and '50s and their key rings were the true vanguard of flagging. The way that these stylistic choices generated community is the Gay and Lesbian Past, where such choices helped to "create an authentic lesbian sexuality appropriate to the flourishing of an independent lesbian culture." 16 This covert visibility, or signaling, through dress speaks to the affective power of fashion, and to demonstrative possibilities outside of societal expectations of normalcy. A more ancient example comes from the seminal queer poet Sappho, whose controversial legacy no doubt proceeds her but who we have to thank for both the words Lesbian and Sapphic. In reverence to line from Fragment #94, a violet flower pinned to a bosom could convey a queer proclivity. [Madge Garland] was just one woman in the international circle of independent, artistic and creative women, many of whom were lesbians, in the interwar period. She is of particular interest in the context of lesbian style precisely because she was equally at the heart of the "straight" fashion world, that is to say, she was recognized and promoted the idea of dress and fashion, and the art of creating the perfect appearance: the very masquerade that might be said to be at the heart of presentation of self, and which is so especially important to the individual in search of a deviant or "queer" style. 19 In the words of the singular Valerie Steele: "That such an iconic fashion leader (Madge Garland) should have been a lesbian paradoxically suggests how very queer it can be to seem straight, and that for a transgressive woman extreme elegance could be the queerest thing of all." 20 Madge's charm semms to be about side-stepping the dressed disclosure we assume of queerness, that it must of should look like something, which in order to do so, means it is legible, tangible. Instead, here, transgression is only ascribed in the affect: you can't see it, but you know it's there. It is through her lived experience; thus Madge's queerness is a doing, not a looking.
In a world of self-revelation such as ours it may seem there is little need for these historical examples of sumptuous subtext. However, when the Supreme Court meets in the Fall of 2019 to discuss whether or not the Civil Rights Act of 1964 protects Queer and Transgender workers from being fired due to their identity, they will hear the case of Ms. Stephens of Georgia who was fired after transitioning. affective power. When asked why she was let go, Thomas Rost said simply, "Well, because he was no longer going to represent himself as a man. He wanted to dress as a woman." 21 It seems we must consider the precedent of dressed bodies and their looming possibilities. How does bodily presentation and its sartorial codes impact the very crafting of our conceptions of each other and ourselves? 
Archive
It's been useful for me to think of the body not just as a site (a la Gloria Anzaldua) but also as an archive, and as a site (cite) of cultural memory. The fashioned body is a particularly positioned place through which to understand the construction of the self. The act of getting dressed is itself a way of making an archive of self or identity, as, each time you dress yourself, it is an act of invention that is inherently tied to conceptions of self and to desire(s) for specific reception from a public. The archive can be made and remade continually, which makes me wonder if in some sense we are always remaking the archive. In fashion this feels inherent, as each item of clothing is itself an archive; the black t-shirt I am wearing while writing this is an archive of other t-shirt forms that have come before it, its soft jersey cotton is grown from seeds that are themselves genetic archives of plants that have grown before them.
Temporally, as long as there is a present we are remaking the archive as embodied self, in clothing, even if we are not aware of it as such.
The thought processes I underwent when choosing to wear it is an archive of feeling and identity;
for instance, as a tomboy-femme person with a penchant for banal items, this black t-shirt felt perfectly nonchalant when I stuffed it into my bag for a post-gym outfit this morning.
These are levels and types of archives that are those which are visceral or just below the surface;
however the archive often functions as something within you that cannot speak, which relates to this process of identity translation and its being rendered physically on the body. Barthes and many other fashion scholars have asserted that fashion is identity construction writ large on the body. In this way, fashion might be understood as the archive that speaks for us.
This fashion archive is a personal construction consisting also of public memory, which imprints itself on the next generation with the invisible present. For each item of clothing is itself a product of a certain set of historical factors, and at once a compounding of all other garments that have come before, working as the archive does, in the temporal, ordering our sense of self and world. Fashion perpetuates many societal norms and ideas about behavior, making it also a great place to transcend these notions, as queers are wont to do. Transgressions of bodies that question the stability of history which claims certain truths to be self-evident; straightness as natural, gender and sex as bound together, etc., are common in the queer fashion lexicon. As George Haggerty writes in Gay Histories and Cultures: An Encyclopedia:
The potentially dire, even life-threatening, consequences of such transgressions mean that the myriad stylizations composing queer fashionability have often represented perilous and profound political acts. Queers have used clothing and other elements of personal style to communicate sexual tastes and gender styles; to reform, augment, or minimize various parts of the body; to produce or heighten sexual desirability; and to visualize potentially invisible (and hide potentially visible) sexual and gender identities. 22 Additionally, there is an interesting historical relationship between Modernity, the archive and fashion, which are all seemingly situated to erupt out of the 20th century. From Modernity, we get the type of fragmentation (that Virginia Woolf so masterfully employs) which gives way to the hyper individualization that so much of fashion and Identity politics relies on. If the self is invented, if it has to be made, is it always made in a series of fragments, bits from the archive? And as the archive can never be understood in its totality, and is always described in layers and levels, is it itself constructed and understood in fragments? (N) Can there be a kind of passing that refuses complicity in the power structures of oppression? Have we crossed a threshold where the ability to dress outside of needing to signal some kind of sexual desire, has become more radical than out, loud and proud disclosure?
(ALL REPEAT x 3 softly) more radical than out, loud and proud disclosure. 23 (M) quote "The close proximity of clothing to the surface of the body has often engaged it with issues of gender and sexuality and therefore makes it especially meaningful for queer folk.
(N) Outward appearance has long been the subject of social regulations enforcing sexual and gender norms, but also a favored place for articulating challenges to gender conformity and the very idea of (N) In our desirous gaze, we might create (PAUSE)new narratives, (PAUSE) which emerge out of the space between the historical structures, hopefully dismantling our current conceptions of identity as it relates to sexual preference and 'deviance.' (M) Queer historiography might "aim to show how history is constructed according to present-day concerns as much as past ones; [PAUSE] looking at the evidence behind different perspectives in [queer] history and think[ing] about the theoretical and political standpoints on which our history is based." 25 (S) Looking forward, how will the identities, conditions and movements of the past inform our search for liberation? Which stories, which subjectivities will we make visible? What will we remember, what will we willingly forget?
(ALL WHISPER) What will we remember, what will we willingly forget?
(S) As Sappho said:
(ALL AT ONCE) "You may forget but let me tell you this: someone in some future time will think of us."
26
(First M, then S, then C, then N) "You may forget but let me tell you this: someone in some future time will think of us." © What once was a quiet symbol of liberation, a small piece of jewelry demarcating possible safety and illegal desire, was co opted, commodified, contained in a neat narrative, flattened into a trend only to be shuffled away by the vicious superficiality of late stage capitalism.
(M) How do we, as young queers trying to disrupt these systems, dismantle the idea that liberation comes from visibility?
[PAUSE]
[ALL] dismantle the idea that liberation comes from visibility. ALL x 3: every inscription inscribes a loss, every inscription inscribes a loss, every inscription inscribes a loss. Fig. 10 
